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PIANIST »F GENIUS 
Philippe Entremont 

A young French pianist who is 

nothing less than a genius was 
heard at the Festival Hall on Sat¬ 

urday evening. 
—from the London 

Daily Telegraph and Morning Post, 

March 10, 1968. 
* * * 

■ Genius is not a word that critics and re¬ 
viewers use lightly, especially in the sophis¬ 
ticated centers of musical art such as Lon¬ 
don, Paris, and New York. Yet it is a word 
that has lately been attached to the name of 
Philippe Entremont with increasing fre¬ 
quency. In short, it becomes apparent that, in 
the words of veteran critic Paul Hume, “a 
new champion of the grandeur of the piano 
has arisen.” 

Born in Rheims, France, in June, 1934, 
Entremont set out to conquer music at the 
age of six, when his mother, herself a Grand 
Prix pianist, began giving him lessons. His 
father, an opera conductor, soon began to 
initiate him into the world of chamber and 
orchestral music. He continued his studies 
in '‘aris, with Mme Marguerite Long, en¬ 
ter'd the National Conservatory and rapidly 
began winning first prizes: sight-reading at 
12, chamber music at 14, piano at 15. At 16 
he became Laureat in the international Long- 
Thibaud Competition held annually in Paris. 
At 17 he won a coveted prize at the competi¬ 
tion ponsored by Queen Elizabeth of Bel¬ 
gium in Brussels. 

At 17, then, he began his career of serious 
concertizing. Within five years he was hailed 
throughout Europe as a new and major voice 
in the field of the piano. Transcontinental 
tours quickly followed with similar astound¬ 
ing critical recognition in South America and 
the United States. In 1964 he played for 
Eugene Ormandy, who immediately pro¬ 
nounced him a greatly gifted, greatly ac¬ 
complished artist and then and there ar¬ 
ranged for his Philadelphia debut. When 
this came, in November 1966, it was an oc¬ 
casion of triumph. As Time magazine re¬ 
ported: “Entremont played with a momen¬ 
tum that swept all before him. . . . when 
the final notes faded there was a roar of 
approval. The orchestra refused to share the 
pianist’s reward, simply sat tight and ap¬ 
plauded too.” 

As Entremont continues his extensive tour¬ 
ing, it is everywhere the same, a succes¬ 

sion of incredibly impressive debuts. The re¬ 
views are lyric, ecstatic: 
—from the London Times: “In Rachmanin¬ 
off’s Paganini Rhapsody his sparkling finger- 
work and his wonderfully evocative tone 
colouring and phrasing completely trans¬ 
formed the work from the mere finger-exer¬ 
cise-ground we often hear into the subtle and 
seductive spell of the kind that Pagananini 
himself would lay upon his listeners.” 

—from the New York Times: “Entremont 
Is Cheered with Philharmonic. The bril¬ 
liance of the impression he made must have 
warmed his heart.” 

—from the New York Herald Tribune: “His 
reading was powerful and compelling and 
propulsive. It is no wonder that the house 
went quite wild." 

Edvard Grieg born in Bergen, Nor¬ 
way, June 15, 1843; died there Septem¬ 
ber 4, 1907. 

Concerto in A minor for Piano and 
Orchestra, Op. 16, composed 1868, first 
performed in Copenhagen in 1869. 

Sergei Rachmaninoff born at Oneg, 
Novgorod, Russia, April 1, 1873; died 
in Beverly Hills, California, March 28, 

1943. 

Rhapsody on a Theme of Paganini, 
Op. 43, composed 1934. 

■ After a roll of the kettledrums and a loud 
piano chord, the Grieg Concerto gets under 
way with a downward-flying octave statement 
of full-blown romantic character. The pauses 
between piano pronouncements, the quietly 
dramatic woodwinds that now enter, the mul¬ 
tiplicity of subsequent themes, all speak of 
the typical musical temperament of ths late 
19th-Century composer. There is a good deal 
of Schumann and Brahms here, a good deal 
of German and Russian musical formulation. 
And yet this is cited as a specifically Nor¬ 
wegian piece and Grieg as the “Chopin of the 
North.” What makes it Norwegian? Not the 
place of composition, for it was written in 
Denmark, at Sollerod, where the twenty- 
five-year-old Grieg and his wife were visiting 
friends. Not the locality of enthusiasm for 
this music, for it is played and revered and 
studied the world over. Not the use of Nor¬ 
wegian folk themes, for Grieg takes no actual 
folk melodies into his textures but imagines 
his own fresh ones. Only the birthplace of 
the composer makes this Norwegian, and 
after that the suggestions in tone and tune of 
a certain Northern bleakness and night fire, 
of gray sky and great distance. 

The second movement, Adagio, is an ex¬ 
tended song of a quietly musing nature at 
first. The piano then enters with a heroic 
version of the theme. When this has died 
away the music moves without pause into 
the finale. The piano sets up an energetic, 
danceable tune which the orchestra then 
takes up, the nearest thing to a folk dance 
in the Concerto. But the central section, a 
pastoral melody for flute, surely exudes the 
feeling of nature in the Northland, the del¬ 
icacy of small flowers waving beside the ice 
floes. The great stamping dance theme re¬ 
turns and is hammered out by the piano, 
with exultant lyric snatches interposed. It 

all suggests the inescapable drama of man’s 
climbing of the heights, the thrilling exten¬ 
sion of horizon, the grandeur of vision that 
grows to contain a wide sweep of the world. 
It is Northern and Nordic in its sense of 
saga, and the conclusion is big and brassy 
and triumphant. 

This is Grieg’s only work for piano and or¬ 
chestra. It received its first performance in 
Copenhagen, April 3, 1869, with Edmund 
Neupart, to whom the work is dedicated, as 
soloist. Its success outside of Scandinavia 
dates from a performance by the composer 
at a Gewandhaus Concert in Leipzig in 1879, 
after which occasion a writer for the Neuc 
Zeilschrift fur Musik spoke glowingly of 
“its great color, Nordic flashes, original de¬ 
tails, and charming mixture of major and 
minor.” 

■ Sixty-five yea's later another musical 
genius could still write music that could 
generically be termed romantic. Rachmanin¬ 
off composed the Rhapsody on a Theme of 
Paganini in 1934, while living on Lake Lu¬ 
cerne in Switzerland. Composition is said 
to have taken from July 3 to August 24th. 
The first performance of the work was with 
the Philadelphia Orchestra, then under Leo¬ 
pold Stokowski, in Baltimore, November 7th 
of that year. Rachmaninoff was soloist. 

The theme is from the last of the Paganini 
Caprices for solo violin, Op. 1. Paganini him¬ 
self wrote a set of .’ariations on it, as did 
Brahms. Schumann and Liszt also played 
around with these Caprices and it is a little 
remarkable that Rachmaninoff should even 
have attempted to do anything with this 
theme in the light of such thorough previous 
examination by such exalted members of the 
tribe of musical greats. 

The work is amazingly successful, none¬ 
theless, both as a set of variations and as 
romantic music. Rachmaninoff certainly 
found things to do with the theme that his 
predecessors did not think of, and they are 
brilliant things. Romantically, the music has 
contributed melodies that have established 
themselves independently, through the cin¬ 
ema and radio, in the public mind. 

First there is an eight-bar Introduction 
in A minor, using the characteristic figure of 
the theme, A-C-B-A in sixteenth notes. Then, 
instead of the theme, we have an anticipa¬ 
tory variation, twenty-four bars of skeletal 
outline with no solo piano. Then the theme, 
L'istesso tempo, given by the violins, the 
piano providing only punctuation. Briefly, the 
remaining variations, twenty-four all told, 
are as follows: 

Var. II. Piano gives theme with grace 
notes on the downbeats, developing into 
arpeggios. 

Var. III. Fiddles and woodwinds in a 
pianissimo scherzo while piano sings counter 
melody. 

Var. IV. Piano plays with four-note figure 
over delicate strings and English-horn ac¬ 
companiment, Piu vivo. 

Var. V. Galloping piano rhythm punctu¬ 
ated by the orchestra. 

Var. VI. A stop-and-go rhapsodic treat¬ 
ment, ppp, with cadences every six or eight 
bars. 

Var. VII. Piano solemnly quotes the Dies 
irae melody while bassoon and cellos pizzicat t 
expand on Paganini. 

Var. VIII. A sudden acceleration back to 
galloping forte piano chords and answeriny 
orchestra. 

Var. IX. Tricky triplet rhythm accom 
panies piano punctuations that climax ii 
downhill octave runs in the right hand. 

Var. X. Piano has starkly simple Dies t'ra« 
over orchestral dance of death, the general 
wrath gradually dissipating into syncopation, 
then misty high-register ornaments. 

Var. XI. Tremolo strings and intermittent 
piano phrases a capriccio introduce a caden 
zalike, rhapsodic, virtuoso variation wit! 
long chromatic runs and delicate arpeggios. 

Var. XII. D minor; Tempo di minuetto but 
no dance; pizzicato strings introduce melan¬ 
choly piano accompaniment to horn and clari 
net cantabile. 

Var. XIII. Strong fiddles, molto marcato, 
with ff piano marking last two beats of 3/4. 

Var. XIV. Sudden switch to F major, 
threatening eighth-note base under trumpet- 
call orchestral melody. 

Var. XV. A piano scherzando. Orchestra 
silent at first, then pp staccato under piano. 

Var. XVI. Allegretto, B-flat, 2/4. Piano 
accompanies oboe, horn and solo violin in a 
hesitant and delicate air. 

Var. XVII. Eight-note triple arpeggios in 
piano accompany three-note horn calls over 
tremolo strings. 

Var. XVIII. Emotional pay dirt; D-flat 
major, 3/4. Piano solo, then orchestra in a 
Rachmaninoff nocturne of great beauty, sim¬ 
plicity and tenderness. 

Var. XIX. Sparkling piano arpeggios ovei 
pizzicato string punctuations; short. 

Var. XX. Piano vaults around above ang 
rily buzzing strings, tempo accelerating here. 

Var. XXI. Triplet figure in piano continues 
building excitement; 4/4 with occasional 
bars of 2/4 that heighten rhythmic interest. 

Var. XXII. Steady-marching piano chords 
lead into free-style summation and strong 
cadence. 

Var. XXIII. Piano gives the theme again. 
Orchestra joins in and again we build to a 
dramatic pinnacle only to stop and hold our 
breath. 

Var. XXIV. The finale, which should be 
marked Lickety Split, races past, flinging a 
final Diet irae reference over its shoulder 
and dies with a final crescendo and a last 
word from Mr. Paganini. 

Notes by Charles Burr 
• • » 

■ Library of Congress catalog card numbers 

R58-1159 and 1160 apply to this record. 
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EU6ENE OBMANOY, Conductor 




